Sound … is to be accounted for not only as a matter of what we hear, but also as those practices that produce, use and make sense of it. This framework offers a suggestive means of making sense of the role of music in and about the city, of musical cultures and encounters with a polyphony of tunes (and other noises), of how they are heard and the meanings they have for creators, consumers and those who would avoid or ignore them, amplify, mute, commodify, preserve or indeed recall and map them as an aspect of experience.
Long and Collins's use of the concept of soundscapes is to map 'historical music cultures' (Long and Collins 2012: 145) . Summarising Whiteley's analysis of the relationship between music and place, they note that the interweaving of music and space has a role in the construction of national identity, the interrelationship of the local and global and 'the formation of the cultural industries that produce and circulate commodities and meanings.' In this way, the soundscape of popular music 'has a role to play in the branding and selling of place' (Long and Collins 2012: 146) . Ziggy Stardust was shaped by an interaction between two distinct soundscapes: metropolitan London, and provincial Hull. I analyse the relationship between the two soundscapes here in terms of the discourses that derive from the juxtaposition of the two. Long and Collins analyse the mapping of the Birmingham soundscape in the Birmingham Popular Music Archive. They consider the dissemination of information in and from that project and assess the cultural uses that derive from this. I provide some analysis here of how the Hull soundscape impacts on heritage issues in that town and on cultural production there. Soundscape is always assessed retrospectively, a particular moment in sound is always already gone. And assessment of a soundscape is a discursive activity, whereby meaning is assigned to particular arrangements of sound for the purpose of conducting analysis, usually of socio-cultural circumstances and / or phenomena. I now compare the soundscapes of London and Hull and assess their influence on the practitioners who created Ziggy Stardust.
A lost clip of David Bowie performing his single 'Jean Genie' on Top of the Pops on 4 January 1973 was quite recently unearthed. The performance is not only notable because it remained inaccessible for more than forty years, but also because in it, the band is playing live (although the programme was recorded the day before). This is unusual for Top of the Pops and the clip provides a useful record of the band's musical style at the time. In it Bowie, and it is notable that The Beatles were engaged to play The Majestic Ballroom in Hull at the time of that record's release -October 1962 -not because they were famous (the record had only been a minor hit), but because the venue needed a group to attract an audience for its
Bingo. The inclusion of a reference to the first Beatles record, a formative influence in English pop music, is self-conscious and knowing on Bowie's behalf as, indeed, is his entire performance. Ziggy Stardust was, precisely, a knowing post-modern manipulation of the conventions of the process of stardom. But Bowie's interpretation was one transferred wholesale to the rock genre which had developed a strong ideological dimension since the mid-1960s as it became the common currency of a so-called cultural revolution and a vehicle for the expression of the views of the counter-culture. Oasis, and The Beatles 'is not that they are … from the north, but that they are seen and heard' by the south, to be 'northern' (Frith 2007: 138) . It may thus be seen how, in light of this argument, a significant and culturally important work produced by an association between the suburban Bowie, and a group of musicians homogenized by their common roots in the northern town of Hull, is discursively double-coded. The meaning of Ziggy Stardust can only be interpreted with references to the two, distinct, places. The essence of the difference between the two soundscapes is economic -wealthy metropolitan London both imported and produced much music, and was culturally diverse; whereas the provision of music in the less wealthy, provincial Hull was more limited, and the town less diverse. London had the elaborated soundscape, Hull had a soundscape that was secondary to this, one subject to the former's influence.
David Bowie, the Suburban London boy
Returning to the narrative of Bowie's evolution as a musician, the singer was introduced to Englishness', and is a part of that canon of work (Cloonan 1997; Bennett and Stratton 2010) .
By 1968 Bowie's own interests were divergent, and he was encouraged by his proximity to (Doggett 2012: 91) . This is significant in the chronology of Bowie's development as an artist, and in relation to impact of regional soundscapes upon popular music. 1970 was also the year of release of Black Sabbath's eponymous first LP, and a year in which there was a discernible shift in the rock genre. Cope (2013: 4) argues that Heavy
Metal began with Black Sabbath in Birmingham in the 1960s. He suggests that, and gives examples of how, the austere, working-class industrial environment of noisy factories and limited opportunity for upward social mobility, impacted upon the production of rock music there (Cope 2013: 26) . There is a similarity here with the way in which the soundscape of Woodmansey's comments confirm the nature of the contribution the Hull musicians made to the project. Their integration into the visual and ideological aspects of the spectacle proved more problematic however, as differences became apparent between the approach and stance of the suburban London boy, and the lads from the small northern town, as will be discussed later. Firstly, it is necessary to consider the properties of the Hull soundscape that influenced these musicians.
The Hull Soundscape
Hull in effect mirrors Liverpool on the west side of northern England. Like that port, the east coast town of Hull is built on an estuary, the Humber -which faces the North Sea and Europe, as opposed to the Mersey, which faces the Atlantic and Ireland and America. This From Counter-Culture to Commodification Taylor and Wall (1976: 115) note that underground artists who expressed the sentiments and ideology of the 1960s counter-culture, 'stressed an intellectual commitment to their music' and frequently eschewed 'direct influence from commercialism'. Part of Bowie's art in creating himself a star with Ziggy was for his management, MainMan, to treat him, 'the product', as a star 'even if nobody knew he was yet', Taylor and Wall observe (1976: 116) .
Although Bowie's figure of alterity raised ideological questions relating to gender, sexuality and the nature of performance, this was achieved mainly through processes that involve consumption: discipline of the body in trained dance and physical fitness; extravagant clothing and fashion; cosmetics and styling; and the visible trappings of stardom (an opulent celebrity lifestyle, publicized by press and media). The art of Ziggy Stardust was a prefiguration of the consumerist, fashion-obsessed, celebrity-centric, 'makeover' culture of today. Taylor and Wall (1976: 116) One of his greatest impacts on our cultural life has been as a proponent of individualism -that we should be who we want to be, look how we want to look, and lead, not follow, without depending always on the views of others. (Roth 2013: 17)
Yet Hewison notes that, in the movement to the free market, consumerist, enterprise society of the 1980s the freedom of the individual is 'purely economic' and,
The market becomes the only sphere of social action, and the economic becomes the only motive of morality. Ultimately, economic activity becomes the principal form of human expression. As the obsession with 'style' during the eighties shows … -you are what you buy. (1997: 212) In the eighties gender distinctions became less strictly defined in terms of dress and the performativity of traditional male and female roles. In this respect Bowie's performance of Ziggy Stardust is prescient. For Waldrep s/he 'seems to present an alternative to gender encoding as it might exist in the future'. He continues, Bowie seems to imagine a universe in which sexuality is no longer a binary choice. To some extent, Bowie simply looks ahead to a more tolerant time, but it is not clear that he is queering straight identity so much as positing an identity that
does not yet exist. His performance fractures gender and sexuality, but does not put them back together into a coherent whole. (Waldrep 2015: 30) He concludes that, with Ziggy, Bowie emphasizes the artificiality of all performances, including those of gender and sexuality. He realigns politics so that it is not just about electoral politics but identity politics as well. The personal becomes political in the seventies, and
Bowie plays his part in making this fact known. (Waldrep 2015: 31) In Yet in the period of his career that commonly held to be 'the most important historically,' his Ziggy representation, crucially, was grounded in the authenticity of the music provided by the backing musicians who were, collectively, from a small northern town (Waldrep 2015: 28) .
This unexceptional town could therefore be discursively interpreted as being a signifier of the 
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In later years a list of more recent music acts has been added in the continuing mapping of Hull's historical music culture, these being organically related to its soundscape. The likes of
The Housemartins, Everything but the Girl, Red Guitars and Fila Brazillia are celebrated as having some origin in Hull and Palmer (2012) notes that there was a vibrant music scene in the city, as the Hull Music Archive confirms. There is an historically proud, parochial enthusiasm within the scene which is reflected in the town's aspirational culture programme. 
